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THE PIANOFORTE AND ORCHESTRAL MANUSCRIPTS OF MAHLER'S 'LIEDER EINES 
FAHRENDEN GESELLEN': COMPOSITIONAL PROCESS AS A KEY TO CHRONOLOGY 
The problem of establishing the chronological precedence of the pianoforte and orchestral 
versions of Mahler's 'Lieder eines fahrenden Gesellen' has long been a vexed one. Yet, this 
cycle of songs represents an important stage in the development of the composer's musical 
language in general, as well as specifically in the transition from his pianoforte songs to his 
mature works for voice and orchestra. Earlier attempts io sort out the meager, and at times 
contrad~ctory evidence - most notably by Donald Mitchell , as well as by Hans Ferdinand 
Redlich , and myselr3 - fell short of their mark, due in a !arge measure to the unavailability 
of both of the extant manuscripts of the cycle. To the best of my knowledge, then, this study 
is the first one tobe based on the two manuscripts, examined in detail in conjunction with 
the available body of collateral evidence. Although enough pieces of the puzzle continue to be 
missing to allow for definitive conclusions, the following observations should serve to clarify 
at least some of the unanswered questions respecting the chronology of the Gesellen-Lieder. 
In view of the shortage of time, and also due to the fact that my investigations have not been 
completed as yet, I have selected the second song for a more detailed examination, while 
a few general remarks must suffice concerning the overall attributes of the remaining songs. 
Eventually, I hope tobe able to publish the results of my studies in their entirety. 
The two manuscripts are distinguished by the following characteristics. The title-page of 
the manuscript of the pianoforte version4 was inscribed by the composer to read: "Geschichte 
von einem/11fahrenden Gesellen"/ in 4 Gesängen/ für eine tiefe stime mit Begleitung/ des Or-
chesters / von/ Gustav Mahler / Clavierauszug zu 2 Händen". Each of the four songs is headed 
by the legend: "Lieder des fahrenden Gesellen - ein Cyclus", followed in each case by the 
appropriate number. The manuscript ist undated, and is written on paper which shows no 
manufacturer's imprint. Songs 1 and 4 are in the customary keys, while Song 2 is in D-flat 
major instead of D-major, and Song 3 ist in b-minor instead of d-minor. 
The manuscript of the orchestral score5 is inscribed: "Aeltere autographe Partitur der 
Lieder eines fahrenden Gesellen von Gustav Mahler, von dem Autor zum Geschenk erhalten 
Ende 1895 [ . .. ]", signed "Hermann Behn". The individual songs are headed only by their 
appropriate numbers. The manuscript carries no date in Mahler's hand; it is written on a 
paper which shows the imprint of a manufacturer in Hamburg. All four of the songs are in 
the customary keys. 
The pianofort~ manuscript deviates from the other manuscript of the cycle, as well as from 
its published versions in two instances which are germane to the question of chronology. 
Firstly, the end ofthe opening song (Measures 89-94) has ·an additional vocal line, omitted 
from all other versions of the cycle. Its words consist of a telescoped echo of the first two 
lines of the poem (
11
Wenn mein Schatz Hochzeit, fröhliche Hochzeit macht") ; its melody is 
identical with the treble line of the accompaniment. In the second instance, the text of the 
penultimate vocal phrase in the third song reads: ,,Ich wollt', ich wollt', ich läg' auf der 
Todtenbahr!". The same line appears as 11lch wollt' ich läg' auf dei: schwarzen Bahr'" in 
all other versions of the cycle6. In keeping with the greater number of syllables (11 versus 9), 
the corresponding melody in the manuscript spans two octaves, as compared to the span of 
a thirteenth in the later settings. 
As concerns the manuscript of the orchestral version of the cycle, differences between it 
and the score published in 1897 affect almost exclusively the nature of the orchestration -
number and types of instruments, as well as the distribution of notes -, rather than the mu-
sical substance. Thus, in comparison with the published score, the setting of the first song 
in the manuscript lacks an additional two French horns, a bass clarinet and a glockenspiel, 
as well as a few notes assigned to solo second and third violins.Besides similar differences 
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of orchestration in th!'l other three songs, the autograph of the concluding one also contains 
two additional measures of music in the transitional passage leading to the middle section of 
the song (between Measures 36 and 37 of the published score). 
As was implied earlier, it is the second song which displays the greatest number, as well 
as some of the most significant differences between the respective pairs of its versions in 
manuscript and in print. In the case of this song, it is also possible to make a number of 
intriguing comparisons with what is, as it were, its "third version" - namely, the first move-
ment of Mahler' s First Symphony. 
From the point of view of the melodic material, a comparison with the symphonic move-
ment yields one of the most interesting indicators for the chronology of the manuscripts. De-
tailed analysis reveals that the melodic fabric of Measures 74-106 of the symphonic move-
ment corresponds almost exactly to the melodic material - vocal an d instrumental - in 
Measures 65-97 of the song. The single instance of deviation occurs between Measures 98 
and 100 of the symphony. The sequence of notes played at this point by the first flute and the 
first oboe (g # a b g # ' e c # b) appears to abandon momentarily the vocal melody familiar 
from the published versions of the song, occuring at the words "Ist's nicht eine schöne Welt ?11 
(transposed to the key of the symphony: g # c#' b' g# e c#, a' ). While this melodic frag-
ment in the orchestral manuscript of the song is identical with its published versions, its 
form in the pianoforte manuscript is the same as the sequence of notes found in the symphonic 
movement. This evidence, taken together with the afore-mentioned differences in the vocal 
lines of the first and third songs, indicates quite clearly that the manuscript of the pianoforte 
version is not only of a considerably earlier date than the manuscript of the orchestral score, 
but that it was perhaps written already during Mahler's work on his First Symphony (1884 till 
1888). 
The instrumental accompaniment of the second song in both manuscripts varies substantially 
from its published versions. A comparison of the respective manuscripts and prints reveals 
that only 9 of 127 measures of the orchestral accompaniment appear unaltered in the published 
score; the corresponding ratio for the pianoforte version is 32 of 127 measures. These sta-
tistics are somewhat misleading, however: the character of the accompaniment was altered 
far more substantially in the case of the pianoforte version than in that of the orchestral score. 
In general, the process in both cases was one of refinement. In the case of the full score this 
meant the elimination of the doubling of certain parts and the redistribution of others. In the 
pianoforte accompaniment, however, a densely chordal texture - making consistent use of the 
full keyboard - was replaced by a leaner, at times contrapuntally conceived accompaniment, 
substantially reduced in range as well as in distribution. 
A rlgorous comparison of the smallest details of the four accompaniments with each other, 
as well as with the symphonic movement, yielded a substantial number of interesting and 
significant deviations. On this occasion, it is possible to do no more than to summarize them 
in a quasi-statistical form. Thus, the two manuscripts contain musical material which affects 
29 measures of the song - nearly one fourth of its total length -, but is lacking in either one 
of its two published versions. A further eight measures in both manuscripts include material 
found also in the printed pianoforte version, but not in the published score. More importantly, 
7 measures of the pianoforte manuscript incorporate notes not present in any other version 
of the song; four of these measu!es, however, relate directly to the fabric of the symphonic 
setting. This fact tends to confirm the statement made previously with respect to the early 
date of the extant pianoforte manuscript. 
The chronological origin of the orchestral version of the song cycle - and, therefore, the 
central problem of the precedence of the two versions - is a more difficult question. Consider-
ing the provenance of the paper .Mahler used for the extant orchestral manuscript, it is reason-
able to assume that this part:l.cular manuscript could not have been written before 1891. The 
presence of a large number of X-marks in the margin of the score - all but a few of which 
can be matched up with altered passages in the published version - indicates that this score 
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may have been the one used by Mahler in his final revision of the orchestral version of the 
cycle in preparation for its first performance in Berlin in 1896 7. 
At the same time, there are a number of strong indications that the extant orchestral manu-
script was not the earliest one. Circumstantially, Mahler's own annotation on the title-page of 
the extant - and clearly earlier - pianoforte manuscript ("Clavierauszug zu 2 Händen") points 
in this direction; it is supported by Paul stefan's reference to the "oldest" autograph score, 
with the same title and key-scheme as those of the pianoforte manuscript8. More direct evi-
dence may be seen in the fact that fully 45 measures of the orchestral manuscript of the 
second song incorporate musical material not found in the published version, but present in 
one or another version of the first movement of the First Symphony. This fact tends to point 
to the genesis of an orchestral version of the cycle between 1884 and 1888. In order tobe 
able to confirm or reject such a hypothesis, however, the results of my in-progress compar-
ative studies of the variants of the First Symphony and the second song of the Gesellen-cycle 
will have to be awaited. 
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6 Parenthetically, it may be mentioned that in Mahler's first sketch of the text (dated "19. 
Dez. 84. "; the manuscript of this poem is in the Moldenhauer Archives, Spokane, U. S. A.) 
this line reads: "Da wollt' ich, ich läg' auf der schwarzen Bahr' ". 
7 This statement is in apparent contradiction with Behn's annotated date of "Ende 1895" on 
the score, and Natalie Bauer-Lechner's report on her visit to Hamburg in "Januar 1896", 
at which time she saw Mahler occupied with the orchestral score of the Gesellen-Lieder 
(Erinnerungen an Gustav Mahler, Leipzig, 1923, p. 21). The two dates are in such close 
proximity, however, that it does not seem tobe unreasonable to suspect a slight error in 
one, or perhaps both dates given by Behn and Bauer-Lechner. 
8 Gustav Mahler, München, 1920, p. 101. 
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SLAWISCHE MOTIVE IM WERK LEOS JANACEKS 
Die Begeisterung und das Interesse für das Slawentum begleiteten Jan~ek von der Zeit 
seiner studien bis zum Lebensende. Sein Geburtsort lag im mährisch-schlesischen, gegen 
Osten geöffneten Grenzgebiet, seine beiden Briider - der Ingenieur Frantisek Jamicek und 
der Lehrer Josef Jan4cek - hatten sich in Rußland angesiedelt, und Leo~ Janäcek selbst wurde 
im Altbriinner Kloster im Zeichen eines ausgesprochenen Kultes der beiden slawischen Glau-
bensapostel Cyrill und Method (wie Prof. Vladimfr Helfert ausführlich berichtet) unter der 
Leitung des slawisch bewußten Pavel Kr!z'kovsky erzogen; und es war vor allem der sich be-
sonders seit der Zeit des österreichisch-ungarischen Dualismus (1867) steigernde nationale 
Druck auf die kleineren slawischen Völker der Habsburger Monarchie, der die empfindliche 
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